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Towards the Recovery of Authentic Organ Continuo Practice in Haydn’s 
Concerted Sacred Music 





During the classical era, full-size church organs were used in the performance of 
concerted sacred music. Historical evidence such as treatises and surviving organs offer 
useful information that can be used to reconstruct organ continuo performance 
practices. In spite of this evidence, modern performances and recordings of this 
repertoire often make use of small positive organs that cannot match the capabilities, 
timbre, and dynamics of larger instrument. Furthermore, the continuo realizations 
published in modern performance editions rarely reflect the style and techniques of 
historic practice.  
 
This article explores issues in the performance practice of continuo playing on large 
church organs in the late eighteenth century, with a particular focus on the sacred 
concerted works of Joseph Haydn. This discussion includes the use of the pedals and 
multiple manuals; registration practice; questions of phrasing, touch, and articulation; 
voicing, density, and register; and pitch standards, transposition and temperament. A 
newly-prepared continuo realization and audio recording from a historically-informed 
performance of Haydn's Mass in B-flat, Hob. XXII:12 Theresienmesse demonstrates the 
practical application of these concepts. 
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Although the use of keyboard continuo in secular music declined in the second half of 
the eighteenth century, it persisted in the practice of sacred concerted music well into 
the 1800s. Numerous historical sources document the use of large church organs in the 
performance of these works. Treatises by Daniel Gottlob Türk, Jacob Adlung, C. P. E. 
Bach, and other authors discuss registration practice, the use of pedals and multiple 
manuals, and specialized playing techniques that utilize the full resources of these 
instruments. Modern commentators have noted the importance of the organ to the 
overall sound of the ensemble in this repertoire.  For example, the Austrian scholar Otto 
Biba writes that the “organist was actually the musical center for these small and 
transparent instrumentations; he was decisive for the musical performance.”1 In spite of 
this evidence, modern performances and recordings of this repertoire often make use of 
small positive organs that cannot match the capabilities, timbre, and dynamics of a 
larger organ. Furthermore, modern continuo realizations rarely reflect the style and 
techniques of historical practice.  
 
Because so many aspects of continuo playing were improvised in performance, surviving 
performance materials and continuo parts offer only a partial glimpse of period 
practices. Today, performers and editors rely on their knowledge of historical 
techniques to perform or write realizations for modern use. However, many gaps exist in 
                                                   
1 Otto Biba, “Die Wiener Kirchenmusik um 1783,” in Beiträge zur Musikgeschichte des 18. Jahrhunderts, 
ed. F. Heller (Eisenstadt: Österreichisches Institut fur Kulturgeschichte, 1971), 74; quoted in Mac Intyre, 
The Viennese Concerted Mass of the Early Classic Period (Ann Arbor: UMI, 1986), 101. 
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our knowledge of this historical tradition, particularly in the music of the late eighteenth 
century.  
 
The goal of this study is to examine the historic treatises, organs, and the internal 
evidence of continuo parts and scores, with an eye to reconstructing an authentic 
approach to organ continuo in the sacred concerted works of Joseph Haydn. In 
particular, this study focuses on the specific performance practice issues that applied to 
the use of large church organs in the performance of this repertoire. These issues 
include the use of the pedal and multiple manuals; registration practice; issues of touch 
and articulation; the control of dynamics through the manipulation of chord voicing, 
density, and register; and pitch standards and temperament. As a practical application, I 
present a continuo realization of selected movements of Haydn’s Mass in B-flat, Hob. 
XXII/12 that has been reconstructed in accordance with historical playing techniques  
and principles.  
 
II. Treatises & Organs 
 
Of the many keyboard or thoroughbass treatises published between 1750 and 1800, a 
handful include specific directions regarding the realization and performance of 
continuo parts at the organ. This study focuses on four works published during Haydn’s 
career that offer particularly detailed discussion of organ continuo playing: C. P. E. 
Bach’s Versuch über die wahre Art das Clavier zu spielen (Berlin, 1753/62), Jacob 
Adlung’s Musica mechanica organoedi (Berlin, 1768), and Daniel Gottlob Türk’s Von 
den wichtigsten Pflichten eines Organisten in Beytrag zur Verbesserung der 
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musikalischen Liturgie (Halle, 1787) and Kurze Anweisung zum Generalbaßspielen 
(Leipzig and Halle, 1791).2  Although each of these works were published in Germany, 
some direct connections can be made between these treatises and Haydn’s own musical 
activities. For example, Haydn was intimately familiar with Bach’s Versuch, and he cited 
Bach’s book as an influence on his own style of composition and performance.3  
 
Commentators of the time drew a distinction between small positive or portative organs 
and the full-size organs found in churches and chapels. For example, Johann George 
Albrechtsberger states in his Gründliche Anweisung zur Composition that “chapels and 
small churches generally possess only small organs (Positive), with three, four, five, or 
six, or at most eight stops; these have one manual, and no pedals.”4 Similar comments 
can be found in the works of Adlung and Türk.5 Although these smaller positive organs 
undoubtedly would have been used to accompany concerted music in smaller spaces or 
in venues with limited resources, larger instruments would have been used when 
available.  
 
                                                   
2 The English translations quoted in this article are taken from the following works: Carl Philipp Emanuel 
Bach, Essay on the True Art of Playing Keyboard Instruments, trans. William J. Mitchell (New York: W. 
W. Norton, 1949); Jacob Adlung, Johann Lorenz Albrecht, and Johann Friedrich Agricola, Musica 
mechanica organoedi: Musical Mechanics for the Organist, trans. Quentin Faulkner (Lincoln, Nebraska: 
Zea E-Books, 2011); Margot Ann Greenlimb Woolard, Daniel Gottlob Türk on the Role of the Organist in 
Worship (Lanham, Maryland: Scarecrow Press, Inc., 2000); Daniel Gottlob Türk, Kurze Anweisung zum 
Generalbaßspielen (Leipzig and Halle: Schwickert, Hemmerde, und Schwetschke, 1791). 
 
3 H. C. Robbins Landon and David Wyn Jones, Haydn: His Life and Music (Bloomington and 
Indianapolis: Indiana University Press, 1988), 94. 
 
4 Johann Georg Albrechtsberger, in J. G. Albrechtsberger’s Collected Writings on Thorough-Bass, 
Harmony, and Composition, for Self-Instruction, Vol. 1, ed. Ignaz von Seyfried, trans. Sabilla Novello 
(London: Novello, 1855), 240. 
 
5 See Adlung et. al., Musica mechanica organoedi, 55; Woolard, Daniel Gottlob Türk on the Role of the 
Organist in Worship, 93. 
 
5 
Mueller, Tom.  “Towards the Recovery of Authentic Organ Continuo Practice in Haydn’s Concerted Sacred Music.” 
HAYDN: Online Journal of the Haydn Society of North America 7.2 (Fall 2017), http://haydnjournal.org.   
© RIT Press and Haydn Society of North America, 2017.  Duplication without the express permission of the 
author, RIT Press, and/or the Haydn Society of North America is prohibited.  
      
 
Several contrasting styles of organ building existed in Austria in the late eighteenth 
century. A conservative tonal style based on seventeenth-century Italian practice 
remained in vogue with some Austrian builders through the end of the eighteenth 
century. Typically, the core of these instruments consisted of a principal chorus on each 
manual, along with a small complement of flutes and color stops. Reeds were 
uncommon, and were not consistently available on all manuals. The pedal division 
usually contained a handful of stops, including a 16´ flue, and could be coupled to at 
least one of the manuals. Although small, the tonal resources and dynamics of these 
instruments exceeded the capabilities of a positive organ by a significant margin. By the 
late 1700s, many Austrian organ builders had embraced new developments in German 
organ building, such as the addition of colorful unison-pitch ranks, the inclusion of 
more solo and chorus reeds, and a lessening of the emphasis on the principal chorus—
more specifically, on the use of large mixture combinations to provide volume and 
brilliance—as the core of the full organ (organo pleno) sound.  
 
Regardless of tonal style, organs in Austria during this period were similar in their 
layout, construction, and physical design. A typical organ contained at least two 
manuals and a pedalboard; three-manual instruments were not uncommon. Following 
Italian and South German practice, the pedal division contained fewer notes than the 
instruments of central and northern Germany. A typical pedal compass was C-a, and it 
was not uncommon to find a short octave in the lowest portion of the pedal register. 
Many instruments were built in a so-called split-case style, in which the organ case was 
split into two halves and placed on either side of a gallery or loft. The inclusion of a 
Rückpositiv (a separate division placed on the gallery rail so as to project sound directly 
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into the space) was also seen frequently in the instruments of this period. The organ 
keydesks of this period are surprisingly compact, and allowed for excellent sightlines. 
Most organ galleries were large enough to accommodate the instrumentalists and 
singers required for the performance of concerted music. Figure 1 reproduces an 
engraved portrayal of a musical performance at the Vienna Hofkappelle.6  The organist 
is clearly visible in the center of the first frame, flanked by a number of instrumentalists 
and singers.  
 
Historical evidence suggests that Haydn himself played the organ for the premiere 
performances of several of his late Mass settings, including the Theresienmesse.7 Table 1 
is the original stop-list of the 1797 Mallek organ at the Bergkirche in Eisenstadt,8 where 
the first performance of this work was presented in 1799. This organ is very similar to 
that of a second Malleck organ in the Eisenstadt Martinkirche, where the Nelsonmesse 
had premiered in the prior year. Compared to other Austrian organs of the eighteenth 
century, Mallek’s specifications were quite conservative; the emphasis on the principal 




                                                   
6 Source: Anon., Beschreibung der Huldigungsfeyerlichkeiten seiner...Majestät Leopolds II . . . Welche 
von den Nieder=Oesterreichischen Landständen . . . Gehalten Worden (Vienna: Hieronymous 
Löschenkohl, 1790). Reproduced in David Ian Black, “Mozart and the Practice of Sacred Music, 1781-91” 
(Ph.D diss., Harvard University, 2007), 211. 
 
7 Lawrence Schenbeck, Joseph Haydn and the Classical Choral Tradition, 362. 
 
8 Alois Forer, Orgeln in Österreich (Wien und München: Verlag Anton Schroll & Co., 1983), 122-3. 
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Table 1: Bergkirche, Eisenstadt: Gottfried Mallek, 1797.   
 
Hauptwerk  
C-c’’’ with short octave 
Positiv 
C-c’’’; with short octave 
Pedal 




4´ Octav  










16´ Subbaß (repeating) 
 
 
Two Viennese instruments by Johann Bohák and Ignaz Kober demonstrate the 
appearance of modern trends in Austrian organ building at the end of the eighteenth 
century. The stop-list of the 1800 Bohák organ at the Pfarrkirche St. Rochus und 
Sebastian in Vienna, as seen in Table 2, is also based on the Italianate principal chorus 
but contains an increased number of unison-pitch flue stops such as the Pordun, 
Salicional, and Quinta Dena.  
 
Table 2: Pfarrkirche St. Rochus und Sebastian, Vienna: Johann Bohák, 1800. 
Günter Lade, Orgeln in Wien (Vienna: G. Lade, 1990), 98. 
 
Hauptwerk  Rückpositiv Pedal 
Principal 8´ 
Salicional 8´ 





Super Octav 2´ 
Mixtur V 
Cornet III 
Copel Major 8´ 
Principal 4´ 
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Table 3 shows an 1804 instrument by Ignaz Kober.9  The influence of contemporary 
German trends is evident in its profusion of pitch color stops, comprehensive pedal 
division, and numerous reeds (including a 32´ Posaun in the pedal.)  
 
Table 3: Basilika Unserer Lieben Frau zu den Schotten, Vienna: Ignaz Kober, 1804.  













Flauto traverso 8´ 
Quintadena 8´ 
Viola da Gamba 8´ 
Salicinal 8´  







Mixtur V [4´] 
Mixture IV [2´] 
Vox humano 8´ 
Trompette 16´ 
Tremulant 
Rohrflöte halb 8´ 











Fagot halb 8´ 
Oboa halb 8´  
Principal 16´ 















                                                   
9 Günter Lade, Orgeln in Wien (Vienna: G. Lade, 1990), 114. 
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Austrian organs of this time were tuned to a variety of pitch standards, ranging from 
high Chorton to standard Cammerton.10 For example, during Mozart’s tenure in 
Salzburg, the cathedral organ is thought to have been pitched at A=454. The standard 
pitch in Vienna rose steadily during the mid-1700s; by Mozart’s day, musicians in 
Vienna were performing at A=438, just a few cycles less than modern pitch.11 The 
original temperament of the two Malleck organs in Eisenstadt is unknown; the 
Martinkirche organ may have been tuned to a Werckmeister variant, but the original 
temperament cannot be identified with precision.12 A survey of works for solo organ by 
prominent Austrian composers of the late eighteenth century (including 
Albrechtsberger, the most prominent organist in Vienna at the time) reveals pieces in 
uncommon keys that would have been nearly unplayable in most unequal 
temperaments, such as E-flat major and B minor, which suggests that well 
temperaments were in general use on the organs of this time.13 
 
  
                                                   
10 Black, David Ian, “Mozart and the Practice of Sacred Music, 1781-91” (Ph.D diss., Harvard University, 
2007), 115. 
 
11 Bruce Haynes, A History of Performing Pitch: The Story of A (Lanham, MD: Scarecrow Press, 2002), 
322-23. 
 
12 Josef Mertin offers some speculation on this topic, but it is difficult to conclusively resolve this issue 
based on available information. See Josef Mertin, “Zu den Orgelinstrumenten Joseph Haydns,” in 
Proceedings of the International Haydn Congress, ed. Eva Badura-Skoda (München: G. Henle, 1986), 72-
75. 
 
13 For example, see Johann George Albrechtsberger’s Sei Fughe per l’organo o clavicembalo, Op. 7 
(Vienna: Artaria, 1796). 
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III. Performance Issues: Pitch Level, Dynamics, Registration 
 
Surviving continuo parts are a primary source for an examination of performance issues 
in classical-era organ continuo practice. However, the improvised nature of continuo 
accompaniment means that these parts offer very little unambiguous information 
regarding performance practice. That said, considering markings commonly found in 
Haydn’s organ parts yields some useful insights into period practice. For example, one 
finds the presence of solo and tutti markings, which alert the organist to changes in 
ensemble size, texture, and dynamic. Other markings, such as tasto solo, organo, or all’ 
unisono, are used to indicate whether a full texture, the bass line, or a single voice 
should be played.14 The only direct indication of dynamics is the occasional piano or 
forte marking, or the appearance of the term Organo pleno (or simply pleno), referring 
to a full organ registration. While these markings are helpful, they are far from explicit. 
The skeletal nature of a continuo part and the improvisational nature of continuo 
performance would have required the organist to respond thoughtfully and tastefully to 
the sound of the ensemble. 
 
As a non-dynamic instrument, the relative loudness or softness of a particular rank of 
organ pipes cannot be varied without intervention. Swell boxes, combination actions, 
crescendo pedals, and the other console aids used to vary the dynamics of modern 
organs were not present on the instruments of this time. However, eighteenth-century 
organists had a variety of tools at their disposal to achieve dynamic contrasts. They 
                                                   
14 Schenbeck, Joseph Haydn and the Classical Choral Tradition, 361. 
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could vary their registrations by adding or subtracting stops, or by moving between 
different manuals to create dynamic contrast. Playing techniques could also be used to 
create dynamics. For example, without changing the registration, an organist could 
create a forte or a piano by adjusting the number of voices and the register, by doubling 
the bass line in octaves, or by playing, doubling, or omitting the bass line in the pedal. 
Articulation also had an effect: a note taken short will sound softer than a note played 
for its full value. In the hands of a skilled player, the organ could mimic any dynamic 
effect, including the sforzando, the fortepiano, terraced dynamics, and a very smooth 
crescendo and diminuendo.  
 
One common point of discussion in the works of Bach, Adlung, and Türk is the 
importance of using an instrument with at least two manuals and a pedalboard. This 
allowed the organist to prepare registrations of different pitch levels and dynamics, and 
to freely move back and forth between them without having to add or retire additional 
stops.  All three theorists acknowledge the need for a 16´ pitch basis in the bass line.15 
However, the bass line could be played by either the left hand or by the pedal, depending 
on the resources of the organ, the player’s facility, and the technical difficulty of the 
music. For example, Bach states that the “pedal [on the organ] does commendable 
service when the bass is not too rapid; and it can be made more penetrating by means of 
a sixteen-foot registration. However, rather than mutilate the melody of the bass, the 
pedal should be omitted when not all of its notes can be played by the feet, and the 
                                                   
15 See Adlung et al., 171, 172, 187; Bach, Essay, 369; Woolard, Daniel Gottlob Türk on the Role of the 
Organist in Worship, 79. 
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lowest part played solely by the left hand.”16 Türk offers a similar observation: “It is 
preferable to omit very rapid pedal passages (especially stepwise ones) if they cannot be 
executed distinctly and with perfect clarity, and [instead] play them only with the left 
hand or, if they require greater emphasis, even with both hands on two manuals.”17 He 
continues on to say that the use of 16´ in the left hand manual registration will give the 
bass “necessary depth and proper enthusiasm.”18  
 
With a second manual available, the organist would prepare a contrasting registration 
that could be used by the right hand for chords; another option would be a light 
registration that could be used to accompany soft passages: 
 
Where two keyboards are available, however, a Gedackt [a soft flute] may be 
drawn in one while in the other Principal 8´ or 16´ plus (if desired) the Bordun 
[8´] or Quintatön [8´] are available, so that the player may quickly switch 
manuals and play more loudly if necessary, without a lot of stop-pulling. The left 
hand, however, may also play the bass line on the manual with the more 
prominent stops, instead of the pedal . . . or both keyboards may be used as well 
as the pedal.19  
                                                   
16 Bach, Essay, 369. 
 
17 Woolard, Daniel Gottlob Türk on the Role of the Organist in Worship, 79. 
 
18 Woolard, Daniel Gottlob Türk on the Role of the Organist in Worship, 79. Türk also identifies 
situations in which the bass would properly be played at 8´ only, such as echoes or fugal passages in 
which the bass voice drops out and the tenor line momentarily sounds as the functional bass line. Because 
these situations are not always clearly identified in organ continuo parts, the player would have to remain 
very alert to identify these types of passages.  
 
19 Adlung et. al., Musica mechanica organoedi, 172. Adlung’s suggestion of using both hands on the 
manual with the 16´ is surprising; in any registration softer than the full organ, the presence of 16´pitch in 
14 
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One area in which modern practice is at particular odds with historical evidence is in the 
use of organo pleno registrations. Modern performances of this repertoire avoid the use 
of the full organ, and modern authors recommend against the use of mixtures, reeds, 
and mutations.20 However, both Türk and Adlung discuss the need for the organist to 
rely on the full plenum sound when accompanying a large ensemble, when playing 
certain types of passagework or pieces, or when responding to certain musical 
situations.21 Türk observes that “Choruses, fugues, or certain passages in which the bass 
must play a prominent role require on the whole a fuller, more supportive 
accompaniment than do arias or even narrative recitatives and the like. One draws 
strong stops for trumpets and kettle drums, softer stops for bassoons and flutes.” Türk 
also states that it would be inappropriate for the organist to use the full organ sound 
when accompanying church music “in which there are only two first violins, unless [the 
organ] is merely a Positiv”—an illuminating statement. While the village organists for 
which Türk seems to have intended this treatise may well have considered themselves 
lucky to have even two violinists on a part, we know from historical sources that a 
renowned composer such as Haydn, working in a professional musical establishment, 
would have had access to ensembles larger than those found in average parish 
                                                                                                                                                                    
the right hand chords will create a dark and muddy sound. Although Adlung does not mention it here, it 
would be possible for the right hand to play one octave higher, which would give an 8´ pitch basis. It also 
possible that the perceived lack of clarity in the 16´ registration is merely a modern bias, and that an 
eighteenth-century musician would not have regarded this as an anachronistic registration. 
 
20 Ibid., 361; Barbara Owen, The Registration of Baroque Organ Music (Bloomington: Indiana University 
Press, 1997), 258-9. 
 
21 See Adlung et. al., Musica mechanica organoedi, 182 and 172. 
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churches.22 In the case of Haydn’s late mass settings, which were premiered during the 
name-day festivities for the Princess Marie Hermenegild, a relatively large and 
experienced ensemble would have been available for the performance of these works.23 
 
For softer registrations, the full resources of the organ were available. Although Adlung 
cautions the organist against using a right-hand registration that is too loud, especially 
in the accompaniment of solo passages and recitatives, he states that the Gedackt, the 
Gemshorn, or the Principal might all be used singly or in combination to vary an eight-
foot registration. In an interesting aside, he also quotes a passage by Christian Ludwig 
Boxberg which states that the Unda maris (a soft principal stop intentionally tuned flat 
so as to create an undulating effect when played with another rank) could be used alone 
as an accompanying rank—a practice that is completely antithetical to the modern and 
historical understanding of undulating stops.24  
 
Interestingly, Türk also suggests methods of coping with the difficulties of making 
registration changes while playing. He advises the player to focus on maintaining the 
                                                   
22 Schenbeck, Joseph Haydn and the Classical Choral Tradition, 256. 
 
23 Citing historical evidence regarding the musical forces available in Eisenstadt for the name-day 
celebrations, Landon Robbins suggests that Haydn’s orchestra would have contained about twenty-six 
players. Based on the evidence of historical commentators such as Quantz and Petri, as well as Haydn’s 
own Applausus letter of 1768, the number of first violinists available for the performance of these Masses 
may have been as great as nine or ten. See Schenbeck, Joseph Haydn and the Classical Choral Tradition, 
368, and Robbins Landon, Haydn: Chronicle and Works, Vol. IV (Bloomington and London: Indiana 
University Press, 1977), 107. The English commentator Charles Burney also observed that the daily 
Masses presented at churches throughout Vienna were “accompanied by at least three or four violins,” 
which offers some insight into day-to-day practice in professional church music settings. See Charles 
Burney, The Present State of Music in Germany, The Netherlands, and United Provinces (London: T. 
Becket, 1773), 222. 
 
24 Adlung et. al., Musica mechanica organoedi, 119. 
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bass line at all costs, while using the right hand to add or remove stops.25 (Presumably, 
assistants would have occasionally been available to help with registration changes.) 
There is no reason to presume that the organist would have been expected to maintain 
the same registration throughout an entire movement, even when a stop change 
threatens to momentarily disrupt the texture of the continuo accompaniment. 
 
It is worth repeating here that a positive organ containing only a single manual, no 
pedalboard or 16´ rank, and limited tonal resources would not effectively realize the 
technical or registration suggestions discussed here. Although a skilled organist would 
have been able to adapt their playing to the limited capabilities of such an instrument, it 
is clear that Bach, Adlung, and Türk regarded the use of a full-size instrument as a norm 
rather than as an exception. 
 
IV. Performance Issues: Density and Articulation 
 
Bach and Türk advised the player to control the dynamic level of the organ through their 
playing as well as through their registrations. As with the harpsichord, one way to 
achieve a change of dynamic at the organ is to vary the density of chords: an eight-voice 
chord sounds much louder than a two-note sonority. The player can also change 
dynamics by doubling passages with the pedals, or by moving the hands back and forth 
between the manuals. By using a combination of these techniques, the organist can 
achieve very smooth changes of dynamics and timbre. 
                                                   
25 Woolard, Daniel Gottlob Türk on the Role of the Organist in Worship, 77. 
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Octaves can be used to emphasize tutti unisons and fugal entrances. Bach stated that “a 
simple octave doubling of the bass by the left hand also has a penetrating effect; it is 
indispensable when the notes are not very rapid and are easily played, but yet express a 
well-defined theme with a fairly wide range,” an effect that would be appropriate in 
many passages of Haydn’s sacred music.26 Clearly, the organist must remain alert for 
situations in which this would be an appropriate course of action; while the occasional 
tasto solo marking can be of assistance, there is no substitute for intelligent 
musicianship and good listening skills, particularly when the organist is playing from a 
continuo part and not from the full score. 
 
Figure 2 reproduces an illustration from Türk that demonstrates a method for creating a 
crescendo and diminuendo by manipulating density and register.27 Starting from a 
single bass note (marked t.s. or tasto solo to indicate the absence of upper harmony), 
the organist can move between dynamic levels by gradually adding or subtracting notes. 
Register plays a role in this phenomenon, as well; the voicings start low and gradually 
ascend, with few gaps in between chord tones.  
 
  
                                                   
26Bach, Essay, 369. 
 
27 Daniel Gottlob Türk, Kurze Anweisung zum Generalbaßspielen (Leipzig and Halle: Schwickert, 
Hemmerde, und Schwetschke, 1791), 254. 
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Bach and Türk emphasized the need for short articulation and detached playing in organ 
playing.28 Türk warned organists that the organ’s ability to sustain a note without any 
decay in the sound may produce “impurities in the harmony” if it is carelessly held for too 
long. He also refered to the Affect, stating that a sustained style of playing is appropriate 
only for “sad, cantabile passages and for passages in strict style”—presumably, a detached 
touch would be regarded as the default for other Affects. 29 The necessity of unified 
articulation in both hands is also discussed: 
 
It is scarcely to be believed how an organist, though aware that all accompanying 
instruments briefly play the notes detached during a vocal passage, would allow 
his hands and feet to remain motionless on the keys . . . Many a person believes 
he has done enough if he tosses off the short note values only with the left hand, 
thought the right hand and the foot were not accompanying the very same 
                                                   
28For example, see Bach, Essay, 372 and 374. 
 
29 Woolard, Daniel Gottlob Türk on the Role of the Organist in Worship, 78. 
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Of course, the relative length or shortness of notes affects the perceived volume of the 
organ, particularly in a large acoustic. Compared to most instrumentalists, organists 
have relatively little control over the dynamic level of their instrument. The care with 
which the treatise authors treat the subject of articulation and textural density 
underlines the fact the desirability of dynamically-sensitive continuo accompaniment.  
 
V. Performance Issues: Trommelbass and Meter 
 
The Trommelbass, or “drum bass” figure is idiomatic for players of bowed instruments 
and woodwinds, who can rely on a change of bow direction or a tonguing pattern to 
attack a repeated note.  However, it is quite difficult to play this type of figure on a 
keyboard instrument. Because the key must have time to rebound before it can be re-
struck, the attack and release must be very quick and clean. It is even more difficult to 
play this figure on a mechanical-action organ, because the impulse must travel through 
a lengthy tracker run to the chest before any air is released into the pipe. Organ pipes 
(particularly in the low register) require a little time before they begin to sound—an 
effect that is exacerbated by the low wind pressures found in historical instruments. All 
of these characteristics make it difficult for the organist to play Trommelbass figuration 
well—especially if the figure is to be doubled with other instruments. 
 
                                                   
30Ibid. The need for short notes in recitative accompaniment is mentioned in several other treatises, but 
here, Turk seems to refer to normal ensemble playing.  
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It was common practice for continuo players to simplify this type of figuration. Bach and 
Türk both discuss strategies for maintaining the proper meter while omitting those 
notes that fall in on unaccented portions of the beat. For example, Bach wrote:  
 
I take this opportunity to express my thoughts on the performance of quick 
repetitions in the left hand for the benefit of those who are charged with the task 
of playing thorough bass . . . The quick repetitions of whose hazards I speak are 
eight notes in rapid, and sixteenths in more moderate tempos. Further, I 
assumed that another instrument is playing the bass with the keyboard . . . With 
an accompanying bass instrument it is best to omit one, three, or five notes 
according to the tempo and meter and strike the others in octaves (or double 
octaves with both hands in a fortissimo) . . .31 
 
Türk reiterated Bach’s advice regarding simplification. His Kurze Anweisung zum 
Generalbaßspielen contains a musical illustration that demonstrates the application of 
this concept. As shown in Figure 3, one could reduce the thirty-second notes of the 
original passage (C) to two eighth notes or four sixteenths; alternatively, the original 
thirty-second notes could be retained with an octave displacement on every other note—
a figure that is far more idiomatic to the keyboard.32 
 
  
                                                   
31 Bach, Essay, 32-33. Mitchell adds an illuminating footnote that discusses Bach’s recommendations in 
the context of other treatises, such as Johann David Heinichen’s Der General-Baß in der Composition 
(1728), as well as Johann Joachim Quantz’s contemporaneous Versuch einer Anweisung die Flöte 
traversiere zu spielen of 1752. 
 
32 Türk, Kurze Anweisung zum Generalbaßspielen, 258. 
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Türk is equally careful to warn the player against simply holding a single note for an 
extended amount of time. His reference to “eight individual eighth notes” in the 
following quote refers specifically to Trommelbass, and makes a direct reference to the 
need for metrical and rhythmic clarity: “Some organists have the bad habit of holding a 
note in the bass continuously for an entire measure, instead of playing eight individual 
eighth notes, for example. This completely obscures the tempo.”33 
 
Both Türk and Bach devoted significant passages of their treatises to the importance of 
metrical continuo playing. Türk stated that the organist is responsible for maintaining 
cohesion among the ensemble and singers, and that the organist must therefore have a 
good knowledge of how to find the correct tempo and meter of any piece of music.34 In 
Figure 4, Türk demonstrates how the organist can create strong downbeats and weak 
unaccented beats in a variety of meters by varying the density (and thus the dynamic 
strength) of the right hand chords.35 He also identifies the dynamic that he intends for 
each beat. The forte, mezzo-forte, and piano chords contain four, three, and two notes 
                                                   
33 Woolard, Daniel Gottlob Türk on the Role of the Organist in Worship, 78. 
 
34 Ibid., 75. However, the ever-pragmatic Türk also advises that the organist listen carefully to the 
ensemble and be prepared to yield to weaker players if they start to lead the tempo astray.  
 
35 Türk, Kurze Anweisung zum Generalbaßspielen, 253. 
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respectively—a small difference, to be sure. It is clear that Türk intended for this to be a 
subtle effect. 
 




Like Türk, Bach stated that the organist must be responsible for the overall cohesion of 
the ensemble, particularly in transitional passages in which there are fermatas, pauses, 
or meter changes.36 Presumably, Bach was speaking of varying the dynamic level by 
either playing a denser voicing, playing on a louder manual registration, or both. 
Interestingly, Bach also connected the need for clarity and rhythmic accuracy in the 
performance of Trommelbass to the keyboardist’s leadership role in the ensemble: 
 
In order not to confuse the ensemble, the first bar may be played as written and 
notes left out from there on. Another means that may be employed when every 
note must be played is to strike the key alternately with each hand. However, it 
has been my experience that, because the right hand usually comes in late, this 
expedient may upset the ensemble, a fact that has strengthened my conviction 
that the keyboard is and must always remain the guardian of the beat.37 
                                                   
36 Bach, Essay, 371. 
 
37 Ibid., 33. 
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Using the concepts found in these period treatises, I have prepared a new continuo 
realization for selected movements from Haydn’s Theresienmesse. From the perspective 
of continuo playing, this work contains all of the musical situations discussed in the 
treatises, such as Trommelbass figuration, sudden changes of dynamic or orchestral 
color, a variety of meters, figuration, and texture, fugal writing, and a continuo part that 
contains a variety of performances directions. As such, it is an ideal vehicle for 
demonstrating the possibilities of period continuo practice at the organ. The audio 
excerpts included with each example were recorded in a live performance at Christ 
Church in Rochester, New York, with an ensemble under the direction of Michael 
Ruhling.  The author served as the organist. The size of the ensemble was intended to 
mimic the performing forces that might have been used at a performance of a similar 
mass setting in the late eighteenth century. The string contingent is 4/3/2/1/1, with two 
clarinets, a bassoon, two trumpets, and timpani. The chorus consists of 15 singers 
(4/5/4/3); the four soloists join the chorus in the tutti passages for a total choral force of 
nineteen singers. The orchestra, chorus, and soloists were coached in historical 
performance practice, including pronunciation, articulation, phrasing, and bowing.  
 
The organ heard in this recording is a process reconstruction of the 1776 organ by Adam 
Gottlob Casparini in Vilnius, Lithuania. Throughout the design and construction 
process, every effort was made to produce a precise reproduction of the original 
pipework, winding mechanism, key and stop action, and voicing. As such, it is an ideal 
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instrument for this type of study. With the exception of the full-compass pedal, the stop-
list is quite similar to those of the Kober and Bohák organs discussed earlier in this 
article. See Table 4 for details of the organ specifications. Because the Christ Church 
organ is tuned to high Chorton (A = 465 Hz.), the continuo part in the examples has 
been transposed down by one half step.38 All organ registrations and manual indications 
are given in the scores. For the purpose of comparison, the original continuo part—
including all of the original performance markings and articulation—is reproduced on 
the lowest stave in parallel to the new realization. 
 
Example 1 shows the first thirty-six measures of the Gloria from the Theresienmesse. 
Like most classical settings of the Gloria, Haydn began with a full orchestral and choral 
tutti, with declamatory text setting. The organ registration on the primary manual is full, 
but does not include the mixture or reeds; the pedal has been registered to balance with 
this manual. The second manual has been prepared with a much softer registration in 
anticipation of the piano passage on pg. 2 
  
                                                   
38 Türk addresses this exact situation in Von den wichtigsten Pflichten eines Organisten: “It is essential 
that an organist, more than any other musician, should be able to play in the less common keys, since 
organs, as is well known, are tuned almost one complete step or even a minor third higher than most 
other instruments. If a church composition is in E-flat major or F minor, for example, he must play (in the 
usual choir-pitch) in D-flat major or E-flat minor; for this reason the modulations that appear in the score 
often become extremely difficult because, among other things, the octave-species must be changed 
repeatedly . . . In addition to the facility to play in every key, the organist must also be skilled in 
transposition, because time often does not permit having the bass voice copied out beforehand in a 
different key . . .” See Woolard, Daniel Gottlob Türk on the Role of the Organist in Worship, 88-89. 
Schenbeck states that an examination of dozens of organ parts from Haydn works has failed to yield a 
single transposed performing part, suggesting that the organists involved in these performances were not 
required to transpose, or simply transposed their parts without comment when necessary.  
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Table 4: Christ Church, Rochester: GOArt/Yokota, 2008 (after Vilnius, Lithuania: 














Octava Principal 4´ 
Flaut Travers 4´ 
Qvinta 3´ 
Super Octava 2´ 
Flasch Flöt 2´ 




Principal Amalel 8´ 
Flaut Major 8´ 
I U L A 8´ 
Unda Maris 8´ 
Principal 4´ 
Spiel Flöt 4´ 
Flaut Minor 4´  
Octava 2´  
Wald Flöt 2´  
Mixtura III-IV 
Dulcian 16´† 
Vox Humana 8´* 
Principal Bass 16´ 
Violon Bass 16´ 
Full Bass 12´ 
Octava Bass 8´ 
Flaut & Quint Bass 8´ 
Super Octava Bass 4´* 
Posaun Bass 16´ 





II/I shove coupler 
I/Pedall coupler † 
Six wedge bellows 
Gwiazdy (Cymbelstern) 
Vox Campanorum 
Bebny (drum stop) 
Calcant 
Temperament: modified 
Neidhardt 1732, Dorf 
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Example 1: Haydn Mass in B-flat, Hob. XXII:12, Gloria, bars 1-36 (original continuo 
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In the first highlighted passage (letter A), the Trommelbass figure has been retained in 
the left hand. The dense chords in the right hand and the single notes in the pedal 
emphasize the meter, and reinforce elements of the choral and instrumental scoring, 
such as the accented first syllable of “Gloria” and the timpani and trumpet notes on the 
downbeats of the first few measures. At letter B, the eighth-note chords marked with the 
wedge articulation are voiced densely, but played very short; this contrasts with the 
chord in bar 17, in which both hands play as many notes as possible so as to achieve the 
marked forzando.  Both hands move to the second manual at letter C. Here, the use of 
continuous parallel thirds in the original figured bass part implies a much thinner and 
softer texture, with the high register in bars 27-28 indicated literally in the original 
continuo part. At letter D, both hands return to the primary manual for the unison 
passage, which is doubled at the octave to create a stronger effect. The higher octave is 
omitted from the final eighth note of bar 34 so as to match the ensemble’s diminuendo 
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Example 2: Haydn Mass in B-flat, Hob. XXII:12, Gloria, Bars 235-252 (original continuo 
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The final measures of the “Qui tollis” and the beginning of the “Quoniam” at the Vivace 
marking in bar 249 are shown in Example 3. At letter A, the eighth-note triplet 
Trommelbass figure has been simplified to quarter notes, with the left hand doubling 
the bass line in octaves. The registration is moderately loud, consisting of principals at 
8´ and 4´ together with the 8´ flute. In the example on the second system, a 
diminuendo is achieved by gradually reducing the density of the chords and moving to a 
lower register. In the final example at letter C, both hands and feet play a unison line on 
a brilliant full registration consisting of the entire principal chorus. To create dynamic 
contrast in the middle portion of this passage, the pedal is omitted in m. 251. 
 
Example 3 shows a passage beginning at bar 37 of the Credo. In the first example, the 
rapid sixteenth note passage in the bass line has been simplified to facilitate 
performance at the organ. Rather than assigning this line to the pedal, the left hand 
plays the bass line on a 16´ registration on the primary manual, while the right hand 
plays detached chords on a softer 8´ registration. The brief unison passage at letter B is 
played by both hands on the first manual, along with the pedal. 
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Example 3: Haydn Mass in B-flat, Hob. XXII:12, Credo, bars 37-48 (original continuo 
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A true organo pleno sound with mixtures, reeds, and a 16´ pitch basis is used in the 
closing measures of the “Credo.” (Note that Haydn himself indicates this registration in 
the continuo part.) Example 4 contains a rapid scalar passage in which the use of the 
pedals is not feasible (letter B). Instead, the ascending sixteenth-note line in bar 215 is 
taken in the left hand on the primary manual. Because the left hand and pedals have 
doubled the bass line to this point and have a similar registration, there is little 
appreciable difference in timbre when the pedal momentarily drops out. In the final 
three measures, the pedal line is doubled in octaves, and the density of the chords is 
increased for greater volume. 
 
In this final excerpt (Example 5), the left hand plays the bass line on a soft 16´ 
registration while the right hand plays two-voice chords on a softer 8´ stop. A 
combination of density, register, pedal usage, and registration and manual changes is 
used to create the diminuendo at letter B. When all of these elements are used in 
combination, it is possible to create a very smooth crescendo and diminuendo that fits 
well with the ensemble and chorus. In the third system, an increase in density and a 
gradual registral ascent to e’’ mimics the texture and dynamic of the ensemble.  
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Example 4: Haydn Mass in B-flat, Hob. XXII:12, Credo, bars 210-221 (original continuo 
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Example 5: Haydn Mass in B-flat, Hob. XXII:12, Agnus, bars. 37-54 (original continuo 
















37 œ# œ œ œ œ œ œ œ
37 
œ# œ œ œ œ œ œ œ
6 5 3 - 6
œœ œœ Œ œ
œ œ œ œ œ œ œ# œ

œ œ œ œ œ œ œ# œ
1 0̀ 1 0̀ - 6
œœ œœ œœœ# œœœ œœœœ# œœœœ œœœœnnn œœœœ
œ œ œn œ œ# œ œn œ
œ œ œn œ œ# œ œn œ
œ œ œn œ œn œ œb œ
y 4̀̀2 6 x 6̀
œœœ œœœ œœ œœ œœ# œœ œ œ
,,)
,,œ œ œ œ œ œ œ œ
œ œ œ œ jœ ‰ Œ

























43 œ œ œ œ
43 










œ ‰ œ œ œ œ
,
œ ‰ œ œ œ œ




œ ‰ œ œ œ œ
œ ‰ œ œ œ œ
œ ‰ œ œ œ œ
œ ‰ œ œ œ œ
œÿ œÿ œÿ œÿ œÿ œÿœ{ œ{ œ{ œ{ œ{ œ{
œ{ œ{ œ{ œ{ œ{ œ{
























œ œ œ Œœ œ œ Œ
œ ‰ œ œ œ œ,
Œ ‰ œ œ œ œ








œ œ œ œ œ œ















Mueller, Tom.  “Towards the Recovery of Authentic Organ Continuo Practice in Haydn’s Concerted Sacred Music.” 
HAYDN: Online Journal of the Haydn Society of North America 7.2 (Fall 2017), http://haydnjournal.org.   
© RIT Press and Haydn Society of North America, 2017.  Duplication without the express permission of the 
author, RIT Press, and/or the Haydn Society of North America is prohibited.  




This article has examined a variety of topics relating to the practice of organ continuo in 
Haydn’s sacred concerted music. Period treatises, instruments, and performing 
materials offer evidence for a rich tradition of continuo practice that is not reflected in 
most modern performances—even those that are otherwise alert to issues of 
instrumental and choral period performance. As the case study of Haydn’s 
Theresienmesse demonstrates, many of these historic principles are straightforward and 
can applied to modern performance situations with relative ease. However, much work 
remains to be done and many fundamental questions remain unanswered or 
unexplored. As a guide to further research in this topic, I pose several closing questions 
with some comments. 
 
First, is there any evidence of registrations, articulation, performance style, or other 
musical information in surviving continuo parts? Have these materials been examined 
and documented? Identifying performance or teaching materials with useful 
information would be a boon for future research. 
 
To what degree did eighteenth-century continuo playing represent an oral tradition that 
was passed down from teacher to student? Türk’s treatise is addressed to the village 
schoolteacher who would also likely be called as a church musician despite little formal 
training in music. The thoroughness of his discussion—particularly at an elementary 
level—demonstrates the limited musical background that he probably assumed in his 
readership. None of the other treatises deal with this topic in such great depth. Basic 
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principles are often skipped over or minimized, while advanced concepts seem to be 
omitted or addressed only in passing. Did the authors assume that there was no 
audience for a relatively specialized skill set? Were advanced techniques regarded as 
proprietary information to be passed down from teacher to student, or taught in the 
day-to-day musical environment of a church or chapel music program? Such a model 
would be similar to the system of associate, assistant, and sub-organists still found in 
English cathedrals in the present day. Speaking from my own perspective as an organist 
in an Anglican-oriented church music program, there are many musical techniques 
specific to this repertoire—some basic, some advanced—that exist solely as an oral 
tradition. 
 
There is a need for new continuo realizations that reflect historical practice, particularly 
for the core concerted sacred repertoire of the Classical era. Works such as the 
Nelsonmesse or the Mozart Requiem are among the most frequently-performed works 
in the classical choral repertoire. While many performances of these pieces do not 
prioritize authentic performance practice, the availability of new continuo realizations 
would encourage performers to engage with historical continuo practices, many of 
which can be adapted to the modern organ with relative ease. 
 
Finally, there is a need for open-mindedness and experimentation on the part of 
conductors and continuo players. For example, in a 1990 article on the use of organ 
continuo in the concerted works of J. S. Bach, Gregory Crowell discussed an interview 
with the Dutch musician Ton Koopman, who was at that time engaged in a recording 
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project of the complete Bach cantatas.39 While acknowledging the historical evidence for 
the use of large church organs and full-bodied organ registrations in this repertoire, 
Koopman confessed that he struggled with the way in which this style of continuo 
playing changed the overall sound of the ensemble, and that the straightforward 
logistics of recording these works with a small portative organ outweighed the benefits 
of using a larger organ.40 In an era in which small questions of performance practice are 
often pursued with single-minded vigor, this approach seems anachronistic. If we are to 
pursue the goal of historical performance practice with integrity, we must accept 
historical evidence as it stands. In closing, I submit that the use of authentic organ 
continuo practice in the classical repertoire deserves a closer examination.  
 
  
                                                   
39 Gregory Crowell, “Registration and Sonority in J. S. Bach’s Continuo Practice” (Diapason Feb. 2002), 
19-21.  
 
40 Crowell, “Registration and Sonority,” 20. 
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